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SENIOR  GRADUATE 
CHAPTER  XIX 


XIX 
CONTRAPUNTAL  FIGURATIONS 

§  1.  Legato    playing,   applied   to   chords    and   to  sitates    strong,    emphatic    accents    as    indicated 

moving    contrapuntal    parts,    is    the    subject    of  throughout,    and   sudden,    abrupt   crescendos,  oc- 

Exercise    No.    i.      The    first    sections    should    be  curring  in  consecutive  measures  to  intensify  the 

played   legato    without    the    aid    of   the    Damper  musical  effect.     In   the  wide  broken  intervals  of 

Pedal.     Use  the  fingering  given;  do  not  change  the  left-hand  part  the  fingers  may  be  assisted  by 

fingers  on  the  same  key  in  order  to  get  a  smooth  a   turning  or  rolling  of  the   hand.     The  staccato 

connection.     Keep  the  fingers  close  to  the  key  Octaves  and  chords  must   be  played  incisively, 


in  playing  the  four-voice  chords.  [§  l]      but  always  with  a  light  hand 

§2.  Maintain  a  legato  throughout  the  Exercise 
in  C  major  by  Czerny.  Practise  each  section  sep- 
arately then  throughout  without  repeats.         [§  3] 


[§4] 


Invention,  Bach  [page  8] 

§  3.  This  Three-Voice  Invention  in  D  minor. 


Fantasia,  Mozart  [page  17] 

§  5.  The  embellishments  used  in  the  Fantasia 
in  C  minor,  by  Mozart,  are  few  and  simple — 
another  evidence  that  Mozart  was  not  writing 
for  the  instrument  of  his  time.     The  execution  is 


is  in  sectional  form,  with  four  sections  distinctly     shown  in  Illustration  No.  i,  the  numbers  indicating 


recognizable  (i),  (8),  (13),  (20).  The  student 
should  complete  the  analysis  by  a  close  study  of 
the  Piece,  tracing  out  the  various  appearances  of 
the  Subject  and  analyzing  the  harmony  and  mod- 
ulations which  present  much  interest  to  the  serious 
student.  .    [§  5] 


the  measures  in  which  thev  are  found. 
Illustration  No.  1 

[Illustration  No.  2] 


[§7] 


Study,  dementi  [page  io] 

§4.  The  general  character  of  the  Study  in 
F  minor,  by  Clementi,  primarily  a  perpetual 
motion  study  for  the  left  hand,  is  bold,  resolute 
and  brilliant,  and  its  proper  interpretation  neces- 
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XX 

POLYPHONIC  PLAYING 


§1.  In  Exercise  No.  i,  each  division  is  to  be 
treated  as  a  separate  exercise  and  is  to  be  con- 
tinued downward  one  Octave,  forming  a  series 
of  sequences.  It  is  of  prime  importance  that 
each  note  be  given  its  full  value — no  more  and 
no  less.  Particular  attention  must  be  given  to 
the  inner  voice,  as  a  tendency  to  hold  the  eighth 
notes  in  this  voice  beyond  their  full  value  is 
likely  to  assert  itself.  In  Division  V  the  scale 
figure  should  pass  from  one  hand  to  the  other 
without    the    slightest    interruption.      It    should 


sound  as  though  another  person  were  playing  it 
with  one  hand  on  a  second  piano.  [§  2] 

§  2.  Three-voice  polyphonic  playing  is  continued 
in  Exercis.e  No.  2.  Practise  the  Trill  in  the  Alto, 
near  the  close,  right  hand  alone,  for  smoothness. 
[§  4.]  Four-voice  polyphony  throughout  is  em- 
ployed in  Exercise  No.  3.  This  should  be  played 
legato,  the  hand  as  quiet  as  possible.  Suppleness 
of  the  hand  and  finger  muscles  is  absolutely 
necessary  to  bring  about  the  ready  adjustment 
of  the  fingers  to  the  moving  voices.  [§  3] 
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Exercise  No.  2 

Allegro 
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Exercise  No.  3 

Moderato 


PISCHNA 


Study,  Pasconet  [page  32] 

§  3.  This  Study  is  written  in  such  a  way  that  the 
hands  play  the  same  sequence  of  black  and  white 
keys  at  the  same  time.  The  fingering  is  there- 
fore uniform  for  both  hands.  Anything  written 
in  this  style  is  necessarily  in  contrary  motion. 
The  Study  utilizes  the  bare  principle  of  contrary 
motion,  not  the  artistic  use  of  melodic  inversion 
as  applied  in  thematic  development. 

In  the  Church,  Rinck  [page  23] 

§  4.  In  this  study  in  contraputnal  voice  independ- 
ence, no  one  voice  is  secondary  to  any  other. 
An  exceptional  solidity  is  found  in  this  score  from 
the  fact  that  all  voices  are  of  an  ever-moving 
nature,  except  for  the  organpoint  which  begins 
and  closes  the  work.     Devices  of  imitation,  direct 
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canon  and  general  fugal  treatment  of  the  voices 
appear  everywhere.  The  continuous  development 
in  this  style  constitutes  a  form  without  regard  to 
periods  or  subject  divisions  other  than  the  free 
discussion  of  one  subject,  though  there  is  a  sugges- 
tion of  a  return  to  the  principal  material  near  th; 
close. 

Invention,  Bach  [page  34] 

§5.  This  Three-Voice  Invention  is  in  two  sec- 
tions, or  Parts,  the  first  ending  with  a  perfect 
cadence  in  B  major  I18).  The  Motive  is  an- 
nounced in  the  middle  voice  (,i),  immediately  im- 
itated in  the  Dominant  by  the  upper  voice  (2) 
and  again  in  the  lower  voice  (3).  The  various 
appearances  of  the  Motive  should  be  analyze'^  in 
detail.  ■      [§  5] 


Exercise  for  Similar  Fingering  in  Contrary  Motion 
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Sonata  Pathetique,  Beethoven  [page  37] 
§  6.  This  Sonata  may  be  regarded  as  Beethoven's 
first  seriouS''attempt  to  break  away  from  the  prec- 
edents esta-blished  by  Haydn  and  Mozart.  The 
seven  sonatas  preceding  this  one  show  consider- 
able allegiance  to  the  methods  of  his  predecessors, 
though  evidences  of  a  more  progressive  spirit  are 
not  wanting.  Here,  however,  the  Beethoven  of 
the  so-called  second  creative  period  begins  to 
assert  himself. 

First   Movement — Allegro  di  molto  e  con  brio 

An  Introduction  in  slow  tempo  opens  the  work. 
This  was  the  first  time  that  Beethoven  utilized 
the  slow  introduction.  It  would  seem  that  the 
character  of  this  Introduction  determined  the 
title  of  the  composition.  After  a  highly  dramatic 
page  a  descending  chromatic  scale  leads  into  the 
passionate  Allegro  theme.  This  Principal  Theme 
and  the  modulatory  episodes  based  upon  it  extend 
to  the  Dominant  semicadence  (49),  which  is  fol- 
lowed two  measures  later  by  the  Subordinate 
Theme,  in  the  Key  of  E-flat  minor.  While  this 
Subordinate  Theme  should  be  played  in  a  some- 
what more  moderate  tempo  than  the  Principal 
Theme,  the  greatest  rhythmic  precision  should 
be  observed.  Care  should  be  taken  to  avoid  the 
common  error  of  playing  the  motive  alternating 
between  the  bass  and  upper  parts  (52)  with  exag- 
gerated sentiment.  The  style  must  be  virile,  and 
the  effect  based  upon  a  strict  observance  of  the 
dynamics  as  indicated  in  the  score.  The  Closing 
Theme  (89)  extends  to  the  double-bar.  From 
this  point  the  mood  is  expressive,  but  always  with 
an  undercurrent  of  passionate  restlessness.  The 
tempo  should  increase,  in  sympathy  with  the  rising 
crescendo  (93)  for  seven  measures.  The  normal 
tempo  should  be  resumed  in  the  measure  follow- 
ing (loi)  and  maintained  until  the  next  crescendo 
(105).  New  material  enters  (113),  which  is  to  be 
played  briskly  and  smoothly.  A  reminiscence  of 
the  Principal  Theme  (121)  brings  the  Exposition 
to  a  close.  Thorough  understanding  of  the  mate- 
rial up  to  this  point  will  suggest  the  interpretation 
of  the  remainder  of  the  movement.  This  Allegro 
is  a  striking  example  of  the  effects  Beethoven 
gained  by  sudden  changes  of  force,  by  the  use  of 
special  accents,  and  the  frequent  use  of  syncopa- 
tion to  emphasize  the  inherent  restlessness  of  the 
musical   thought. 

Second  Movement — Adagio  cantabile 

The  Adagio  is  conceived  in  a  spirit  of  nobility, 
almost  consecration.  It  is  to  be  played  so  as  to 
reflect  lofty  emotion,  and  without  the  shghtest 
trace  of  sentimentality.  The  upper  tones,  out- 
lining the  melody,  must  "sing"  at  all  times  with 
a  clear,  rich  tone,  somewhat  in  the  character  of 


the  'cello.  The  sixteenth  notes  of  the  accompani- 
ment must  be  subdued  and  smooth,  and  the  keys 
playing  the  bass  tones  must  receive  a  slight  pres- 
sure to  give  the  necessary  support  to  the  har- 
monies, though  never  intruding  upon  the  promi- 
nence of  the  melody.  When  this  theme  is  re- 
peated an  Octave  higher  it  should  be  given  with 
a  little  more  intensity.  The  section  (17)  calls 
for  slightly  more  animation  and  warmth.  The 
new  theme  (37)  should  be  played  a  trifle  faster 
and  somewhat  agitato.  After  the  modulation  to 
E  major  (45)  this  agitated  mood  subsides,  to  be 
revived  again  by  the  menacing  arpeggio  figure  in 
the  bass  part  (48).  This  figure  should  rise  through 
a  sudden  crescendo  to  a  fair  degree  of  power,  while 
the  right  hand,  always  subdued,  retains  the  canta- 
bile style.  The  first  theme  then  re-enters  (o) 
and  comes  to  a  pianissimo  close  with  a  perfect 
cadence  (66).  The  remaining  measures  constitute 
the  Coda,  the  four  final  measures  should  be  taken 
very  quietly,  dying  away  with  a  scarcely  per- 
ceptible ritardando. 

Third  Movement — Allegro 

The  direction  ''allegro"  is  apt  to  be  a  little  mis- 
leading, for  the  alia  breve  rhythm — two  counts 
to  a  measure — gives  the  Rondo  more  the  effect  of 
an  allegretto  movement.  The  graceful  piquancy 
of  the  opening  should  be  retained  whenever  the 
First  Theme  appears,  excepting  the  third  time 
(120),  where  it  may  be  played  somewhat  more 
plaintively,  and  with  a  slight  ritardando,  by  way 
of  contrast  to  the  brilliant  retransitional  passage 
immediately  preceding.  Upon  its  last  return, 
this  Theme,  preceded  by  a  calando  of  four  meas- 
ures, may  be  played  with  more  warmth  and  color, 
as  the  material  grows  more  intense,  and  after 
twelve  measures  (182)  the  speed  should  be  in- 
creased, leading  through  a  stringendo  and  cres- 
cendo to  the  original  speed  (93).  Here  the  playing 
should  be  more  energetic  and  sharply  defined  in 
rhythm,  with  a  ritardando  down  to  the  long  hold 
over  the  Dominant  Seventh  chord  which  leads  to 
A-flat.  The  four  measures  in  this  Key  should 
be  played  decidedly  slower  and  rather  expres- 
sively, the  next  two  measures  still  slower  and  very 
softly,  and  the  closing  scale  passage  very  fast  and 
brilliant. 

The  similarity  between  the  opening  theme  of 
the  Rondo  and  the  third,  fourth  and  fifth  meas- 
ures of  the  Subordinate  Theme  of  the  first  move- 
ment, starting  with  the  second  quarter-note  (58), 
is  worthy  of  notice.  The  last  three  notes  of  this 
measure  and  the  first  note  in  the  next,  are  identi- 
cal with  the  opening  of  the  Rondo,  taking  trans- 
position into  account,  and  the  rhythm  is  the  same 
in  effect  in  both  places,  although  the  actual  value 
of  the  notes  are  different.  [§  6 
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GRADE    4,    BOOK    8. 

QUARTERLY    EXAMINATION 

[If   more   space  is  required    write  answer   on   separatee   sheet   and   identify    by   question    number   and    letter.! 

What  is  contrapuntal  figuration? 


2.  (a)  In  which  measure  docs  the  second  voice  of  the  three-voice  INVENTION,  No.  IV, 
in  D  minor,  by  Bach,  first  appear?  (b)  In  wliat  Key  is  it?  (c)  In  which  meas- 
ure does  the  subject  first  appear  in  the  relative  major?     (d)   In  which  voice? 


(a)  In  what  measures  of  the  first  part  of  the  FANTASIA  in  C  minor,  by  Mozart,  do 
modulations  take  place,  and  from  what  Key  to  what  Key?  (b)  How  does  this 
composition  differ  from  a  Sonata? 


4.  (a)  After  studying  the  exercises  and  pieces  in  this  book  what  do  you  think  are  the 
requirements  of  polyphonic  playing?  (b)  What  do  you  understand  by  the  term 
polyphony? 


[OVER] 


(a)  What  is  meant  by  "organ-point"?  (b)  What  other  term  may  be  used  for  this? 
(c)  In  what  measure  of  IN  THE  CHURCH,  by  Rinck,  is  this  device  introduced?  (d) 
In  what  measures  are  imitations  found?  (e)  In  what  measures  are  there  sus- 
pensions? 


6.     In  playing  polyphonic  music,  when  should  a  passage  be  made  prominent,  and  when 
subordinated? 


7.     In  what  measures  do  the   principal   divisions  of  the  first  movement  of  the   SONATA 
Pathetique,  by  Beethoven,  begin  and  close? 


8.      (a)  What  is  contrast?     (b)  What  is  its  effect?     ( c)  How  may  it  be  obtained? 


Student  Date         Examiner  Percentage 
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